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DEDICATED TO EVERYONE WHO LOVES A PENCIL 
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MR. WEBSTER DEFINES DRAWING 
AS DELINEATION. THAT DOESN'T 
TELL YOU HOW MUCH OF A REAL 



"BANG" THERE IS IN IT. MAYBE 
HE NEVER KNEW. MOST FOLKS 
LOVE TO DRAW EVEN WHEN 
THEY KNOW LITTLE ABOUT IT. IT 
STARTED WITH THE CA VE MAN, 
AND STILL SURVIVES ON THE 

V, WALLS OF PUBLIC PLACES... BE- 

1 * 

CAUSE IT'S SO MUCH FUN, AND 
SO EASY, IT'S A SHAME NOT TO BE 
\i I ABLE TO DO IT BETTER. 

ANDREW LOOMIS 

j 

} 

I 
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ALL THAT YOU NEED TO KNOW, TO START 
THIS BOOK, IS HOW TO DRAW A CIRCLE.... 



And it can be as lopsided as the family budget, and 
still work out. 





Don't start out with that old gag, "I couldn't draw a straight 
line." Neither can I, freehand. If we need a straight line, we 
can use a ruler. Now please try it, just for fun. 
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HOWDY 


FOLKS! 



Who am I? Oh, just one of Andy’s little funny folk. 
But Fm important! He gave me a job. Fm the spirit 
of the book, by jeeminy, big nose and all. I represent 
all the blue in here. My right name would be Basic 
Form, but that’s much too high-sounding. He thinks 
that name would scare you away. So he just calls me 
"Professor Blook” and lets it go at that. Now, Fve got 

a few interesting things to teil you. 
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THE TOP O p 
TtfE HE*0 iS 
i. IK E B A LL. 



Since Andy cannot talk to you personally, he put me in 
here so we can really get together. It's tough on Andy, 
for that guy really loves to talk, especially "shop talk." 
Now this plan of action is based on the use of simple 
forms that are already known and familiär to you, and 
which you can certainly draw. 

From these simple, known forms, we build other 
forms, which without some constructive plan would 
be too complicated to draw. For instance, the top of 
the head, or cranium, is nearer to a ball in shape 
than anything eise. So we start with a bull, and add 
to it the shapes we want. We thus "arrive" at the out- 
lines that are needed instead of guessing at them. Only 
the most talented end experienced artist can draw at 
once the final outlines. That procedure is most diffi- 
cult, and is the reason most people give up drawing. 
But knowing how to "construct" makes drawing simple 
and easy, and a delightful pastime to anybody. By build- 
ing preliminary shapes and developing the outlines on 
them, we know WHERE TO DRAW OUR REAL 
LINES. There is hardly anything that cannot first be 
constructed by the use of simple forms. 

"Santa had a belly, like a bowl full of jelly." Now that 
was a real observation. We know j ust whet it must hove 
looked like. In fact we can see it shaking! Now, the idea 
is to draw the bowl before the belly. If the observation 
is correct, it ought to be a simple matter to make it fairly 
convincing as an abdomen for old Nick. Of course we 
will cover it with his coat and pants, but we'll be pretty 
sure the pants don't spoil the big idea. I 
picked on Santa because he'll never complain that Fm 
being too personal over his appearance. I might just 
as well have chosen your next-door neighbor, his lunch 
basket may be equally rotund, and shake some too. 
Every form is like some simpler form, with this or that 
Variation, and with pieces added on. The simplest 
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Forms we know are the sphere, the cube, and the egg. 
Before we could walk we recognized the sphere in 
Dad's new golf bulls; the cubes were in the sugar bowl; 
as for the eggs, well, the nicest ones were Easter eggs. 
I say, "Draw a line." You cannot know just what I 
mean. A straight line? A curved line? A jagged line? A 
wiggly line? There are a thousand kinds of lines; be 
more specific. But it I say draw a ball, a cube, an egg, 
a cylinder, a pyramid, a cone, a rectangular block, in 
each case the image you get is perfect. You know ex- 
actly what I mean. Instead of "line," we shall think in 
terms of concrete and tangible "form," and proceed 
as if we were handling lumps of clay. You can appreci- 
ate the value of such a method, for you know the fun¬ 
damental even before you Start; they are obvious to 
anybody. If you never saw a ball, you should quit right 
now. 

As you proceed to build all sorts of shapes out of 
simpler ones, it is amazing what you can do with 
them, and how accurate and "solid" the resulting draw- 
ings will appear. The surprising part is that, when the 
construction lines are erased, very f ew could guess how 
it had been done. Your drawing appears us complicated 
and difficult to the other f ellow as mine might seem to 
you now. It takes on a look of Professional workman- 
ship, which indeed it has, since the Professional artist 
has by some method had to "construct" his work to 
make it "prof essional." 

If you will give the f ollowing pages even your amused 
attention, I am satisfied you will find much that will 
surprise you in the way of ability but perhaps you here- 
tofore never guessed you had. If it absorbs your inter- 
est, you might find yourself clever enough to amaze 
those about you. Just now take my word for it that the 
method is simple, practical, and, I believe, possible for 
anybody to follow. 
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TAKE A GOOD LOOK AT THIS PAGE 


A circle is a flat disk. If you draw the "inside" contours, it 
becomes a solid ball, with a third dimension. We shall 
build other forms, like lumps of clay, onto this solidity. 
The construction will be erased, but the solid appearance 
will remain, giving form or the appearance of reality. 







TÄiJ isAexueüe 
tue iA-ehtll 



J iPrzpiä* öztr- huti<di?i $ bl&ckj. 



77z e Uf&fag 
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PART ONE 


HOW TO DRAW FUNNY FACES 



Get a pencil and paper quickly! Draw lightly all you see printed in 
blue. Take one stage at a time, on one drawing, until the last stage; 
then finish, with strong lines over the light ones, the lines we have 
printed in black. That is all there is to leam! These are "selected" or 
"built in" from the basic forms. I call the basic drawings "Blooks," 
after myself. 
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HERE WE GO! 


I promised you that all you need to know, to Start this book, is how to draw a 
lopsided ball. Whatever shape you draw can be used as a foundation for a funny 

face. Do the best you can, even if the ball looks more like a potato. 




DtVtde the haii any wctp tfö u a/tsA. /hdd 

fken a dä crosjlitte j ahaue and he loa* nose. 




the 

Tum the hallifdejlred 








iddd eyes. 
iQnsuü tu 


ffiQufk . h/vms. 


4ttach a. eouple of ha lis for cheeks 


y, Then seleci the Imes ijou ooani and droaj m heaviltf 


ThiJ if 


/snt ä simple F ßuildyoar ou)n . You neednaicopy. 
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THE FUN STARTS! 


The big idea is to Start with a "form." Then develop other "forms" 
on it. Build your final lines in by selecting, eliminating the lines 
you do not use. I leave mine in to show how it's done. 




Drau? fair/y üzrqe. Jirtce youf* jhapes y&urZacej. 
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A SURE METHOD FOR ANYBODY 


? nesc ctre A zippest ß’t gjust pLtin /)ttcA -Joctip ior jou f 




Dwide ike icz U So Ada i ihe dwifion Imss cross ad apcdd und er ihr n ose. 





ddd cross Uh es csAücc nnd Seicu? nose ns jou did AeF&re. Äiw 'Au lld in 





ih e middSe iiste of tfz 0 Sa ££. Finish st ms Us&is treu- tot sh. /eis of fast! 


ide resi 


e&rj ,-ztda.yj qo oh n/ine Aad/a)ay round ihe Aead From 
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IT'S REALLY GOING TO BE EASIER THAN YOU EXPECTED 


Now, if the first drawings you do are not the last word in cleverness, don't be 
discouraged. You will soon get the idea. When you begin to sense form, you 
will have the whole works. Then we'll polish up, and they will have to admit 
you are good. 




/7s you fearn you cos? controi ihe type of face Ay sefecicny shupes ikai yate 


you fh& e/f&ci you. wani, 'fea- m&l fke 


vre flnish 






Moif foiks oniif ie&rn to efnuuj ane /nee strich 0/0 if an fit ff horej ihem , 

7h u ujdOf you neuer yef im? ufthe, f/you rafse <?r fea?er T /affen d/imi- 
7taA >or innen f ihe jhup es you uffuch. fbu. ean ea/y ihe huf/io niany 

u&yj if also adsds much uarfefy. 
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THE "BLOOK BALL" 


If you will now tum back to page 12 and look at the string of balls, you will see 
that we are getting right into big business. You need some practice on these. 
Never mind if they are a little off. 



(?J£ ep- h teil iföa, u)ker*e fo pui the curves tö divtde ihc ha.il. 







The better you can draw these balls in any old position you wish, the better you 
are going to be. The line from the top to bottom is the "middle" line of the face. 
The horizontal line, which looks like the equator, is the "eyeline," and it also 
locates the ear. 
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JUST PRACTICE ON THESE "BLOOKS" 
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THE BEST WAY TO GO ABOUT IT 







$£tack HOfie, e&rj and cAiti 






J\focp the gifpj, yno&tr 
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WE ADD ANOTHER LINE TO THE BALL 





Look at the diagram. This last line goes completely 
around the ball, thought the axis at each end, and cuts 
the eyeline just halfway round on each side of the middle 
line. The ear joins the head at the point of intersection of 
the eyeline and the earline. 



J&efch m ihe b&li ffe&hand. 
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THERE IS NO LIMIT TO THE VARIETY 


I am a lot more anxious to have you understand the method and 
create your own forms than to copy mine. But copying mine 
now will get you started. 



Always construct the head from the cranium down. There is no 
other satisfactory way. You can see by now that the position of 
the ball determines the pose of the head. The pieces you build 
on determine the character. 
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"BLOCKY" TREATMENT LENDS CHARACTER 


"Blocky" shapes always combine interestingly with round shapes. 
It is a good idea to make the final lines angular even around curves. 
It gives a sense of bone and ruggedness of character. You would 
not do this when drawing pretty girls or babies. 



Now I've got a surprise for you. Instead of drawing all there 
lunkheads, let's try something real. Fm going to pose for you. 
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BLOOK POSES 





TApre szötü / DüSdi / ieü 

Id n&s/e am astisi o/ : pou- /n 

na Akt} feik-y you.be just 

h&d iföur fbrjt iajie af . ike £tn 
thafs in ihis ka-sinesi. Keep 
y&i?z"Kdpieajg d&n’idesu/K 
fi'ed. JAe reu/ fort- ü all aAead/ 
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EXPRESSION 


Expression is a mutier ofpersonal 
interprefaii&n and ü ik $ Zippest 
stickler for ike average funsier. 
Jo ZAase pnep&reci a n Expression. 
Chart f&r gour readg reference. 

Eu-erg fzce tw/^r, o/ course, Zu i 

öftere &\re fundamental ikmgi /hat 
happen 171 t'ke face för gserg find 
of em&iian. E Zzt man Zoefs jurpnsed 
in aZoxi ike s&me wag as a min 
Ei io a/. Mp Mo es the same things u/itk 
a t di/ferent face. T/a?Je anZi show 
gOU /Ae Za sic an Hon öftke featuYFj. 

sZyiother artist mifAi Interpret ihese 
differentig ini liegare JatäeiZirtg ta facto. 




T'ic^srncr 




M&LujixLhixy 


hkr.rxf 



/tpiit^Zpa tton fijAwi 
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EXPRESSION 


The 




Mouik and. 



Ötkar dgl&ilr 



The 


The piecöJ 



h-nuhed 



71p ball back 


kferked Out 











The main duz m c teri j ti&r ofde 
Jmile are jpuintina cffhe epej, 

fold ander epej'. Dke pd ces are 

fall andp&tni tcward ike ear: 
Mo ui ft ah de, fiii bei lugen- piec&r. 


Th-$ /r&wtt 


ik e ep’es. 

weil up. 


connerj cf meu tk 
uppee ieeik onhf 


Tip b&H doazn 


\SvOr- t>rtcHäfh 


topickl # lemonj 


Soor faces and frowru work auf so 

>ruick hdieriikaufefartpula.n or 
block p ck-cipes. dewember' 

&s &J-J&Cictied ajiiA ^maidcrn 


out jöme piecej ofpöun oain . 


Tip dzii d&ujn 


The firecej- 






Pop ike eyej. Dielendnojiniedkmi 
ieeik . Pad ckeekj forwardanddkm- 
Open comerj ofmeaih ajide andpull 
Waa döuirt- These dmuhipj arg bajed 

an ike Dxprejjwn- Chad. Jly oikens. 
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DIFFERENT EXPRESSIONS OF THE FACE 





lihittk £tf fun tocreuto a iitiie hc £ 

und tA&z Jgg täkudate C&n wake ££ de . 
Exprgjjdn üjlII b? ofprgat uaiu&Jbon 

i/oa- will co'a?z t tö drux> & coniinaitp 

4 ?/aciion in jevera ip£c£ur-&& 


In jurprise, anxiety, pdy, giation, 

lear, unitcipudten, deligk£thg 

gdoaUd. JAe browg arv Wipoftant 


M4 jp&d olfcnäied trow, coom-gd bgouf t 
"tnoubtedhrow*e£c. StudyyourowH 



■ 



In doubl,perplexify^ugpicion ,dd 
yujt T dSdu £h, u >2 nop<xnc£, urzygg; 
fu.ry v röncgr&iradton., a*id£n b/iunoui 
lauf! ier, ik < pöi-ri-i deusn. Mens 

urg >?uz>iif juMie emotlQTU, Siu-dptdot 


H% ew ttd &i£ja£d<*Md don^pou 

irtcLSt "fiel *the exprgJJion. you ward. 

Mukg fbcii'j &t pourjgÜ £n u. Trtbrvr, 
Ifanylody ezdch&j pou , cbxdn ik&t 

uou- ure yTmozd und ikep oins r.ftzzy. 
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TRICK STUFF 


Try this on the folks. Teil them draw two overlapping circles, any 
size. Draw a middle line through both and build on your own pieces. 
You can make a head out of any combination. Of course, teil them 
to draw lightly. 
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TRICK STUFF 


Draw a circle. Attach two smaller circles, not far apart, any- 
where. You can put a third above and between them. Then 
draw the middle line so it passes between the two small circles. 
Proceed as usual. 



29 




HERE'S A STUNT 


Draw three balls, one of them small, in any position. Con- 
nect the larger balls. Draw a middle line under the small ball. 
This suggests a head. Now use your imagination to complete 
the drawing. 
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DON'T MISS THIS PAGE 

Here we combine the ball with other basic forms. With "solid 
forms" to build on, the head begins to take on more reality. 
You can almost anything you want to with the supplemen- 
tary forms, and come out all right. The is real character draw- 
ing, and a challenge to you. 
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PROJECTION 


This page is for the clever folks. It is a method of projecting 
the characters you have created into various poses. Try it with 
very simple heads at first. You must use your eye and build 
very carefully. 
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VARIETY BY DISTORTION 



SfUdre off 



or imciJtfQi 
sjiotm. Gt&tge 
lAe ßtfD&ortion 



m j yä&vs. 


Take any head. You can distort it by the following methods. 
This is valuable in caricature. You can trace a photo, and draw 
from the tracing, or take any of your own drawings and dis¬ 
tort them. 





)bu CQK diso 

chanye ike 

squarescm. 

Here again is a chance for your own invention. Draw a square 
around your subject. Divide each way into eight or more parts. 
If you wish to distort separate features, change the size of the 
squares into which they fall. Make the line cut through each 
square as it does in your copy, but changed to fit the new 
Proportion of your squares. 1/2,1/3 square, etc. 
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BABIES 
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BRATS 
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THE DIVIDED BALL AND PLANE METHOD 

The Method Developed by Andrew Loontis, Which Makes 
Construction Simple for Any Type ofHead. 









We go now into the most important section of the 
book. The method here worked out is a develop¬ 
ment of the simple groundwork you have already 
accomplished. It need not frighten you, since it is 
but slightly more complex than the work up to this 
point. 

The cranium, as you perhaps have realized, is never 
a perfect ball in shape. To draw it correctly we must 
make alterations, some slight and others quite exag- 
gerated, to fit the various types of skull. Neverthe- 
less, we can take as a basic form a ball sliced off at 
the sides, leaving it a little wider one way than the 
other, and adding to it or taking some away. The 
forehead may be flattened, cut down, or built up as 
the case may be. The cranium may be elongated, 
widened, or narrowed. The facial plane may also be 
altered as we see fit without destroying our working 
principle. The plane simply attaches to the ball 
wherever we want it, which makes our method 
entirely flexible, so that we can represent any type 
ofhead we choose. All other methods I have yet seen 
do not Start with a form anything like the skull, or 
make any allowance for the variety of shapes. 



After this book was pub- 
lished, I learned with inter- 
est that a similar basic 
head form has been used for 
years by Miss E. Grace 
Hanks of the Pratt Insti¬ 
tute , Brooklyn , and that she 
has written a book based 
on this method. 
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THE DIVIDED BALL AND PLANE METHOD 



Measuremenis 



These are - 

menis /kaerpwswt- 

aliy accepiedas 

^ 7 »T\ 7 - - // 

mtziftQ ike 



Uta tfdard "prößör- 




Laim fypes t //taue 
worked ikese out 


as 




The Düstded Bail and Plane Melhod 

har all fliese proporfIons worked 

oat dt the hall and pl 



will automaficallif qö in io ike head 

anless ike hall or plane Is chaHf&d. 
(iniesjr the rea den ü seriöt&iLy mclin- 
ed io draw ike he ad in realistic pr&- 
poHioriyliis addseci io Lenya serious 

study okthe measuremend, depertd- 
dty merely ap&n the eye <a??d ike hall. 
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THE DIVIDED BALL AND PLANE METHOD 


It is this flexibility and freedom built into the 
method that should make it of certain value. On 
page 371 have given a set of measurements I con- 
sider ideal, but these need not be adhered to. To 
me the real value of the method is that it makes 
possible the accurate construction of the head 
without copy or model or, when a model is used, 
that it allows you to render the type recognizably 
and with certainty. It possesses powers of exag- 
geration for comic drawing and caricature as well 
as of serious interpretation. It opens an avenue of 
approach to the novice, dispenses to a large ex- 
tent with the necessity for tedious and prolonged 
study, and gives almost at the outset the much 
needed quality of solidity which usually comes 
only with a knowledge of bone and muscle struc- 
ture. 

If you glance at page 39, it will be evident how 
the ball and plane is designed to give that appear- 
ance of actual bony structure. The skull lies within 
this basic form. But over and above this in impor- 
tance is the helpful guidance it gives in placing 
the features in their correct positions, in relation 
to the pose of the head. This will come very 
quickly, and soon the eye will detect anything 
obviously "out of drawing." 

Many years ago I sensed the lack of any method 
of approach having any marked degree of accu- 
racy. I was told to draw the head as an egg or oval, 
and to proceed from there. Fine for a straight front 
view. But what of the jaw in a profile? There is 
but a slight hint of the skull formation in an egg 
shape alone. Again, I was told to build the head 
starting with a cube. While this aided one in sens- 
ing the perspective, it gave no hint of the skull. 
How much of the cube was to be cut away? Since 
then I have heard of "shadow methods" and oth- 
ers, yet in every case a previous knowledge of the 
head was necessary. 
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THE DIVIDED BALL AND PLANE METHOD 



Höoj 75 Setup tke Sa//andP/ane 


Dracö tke hall as hehat n&t& atf Anx? tke 

middle /ine deren c/fike hall. Di&iAeTnidäle/img 

in io Toarparls i/nzdtyyos&nefa*&/ eack pari 
lein# epudiio Äa//,the Aüfance/rem ßrow lins fe 
iop o7/all. Slice offridtu iw Srvppinp earline 
slraipki deien. Midtdig fine and- eanlin e are 
parotiiel. 7k? epeline noco olropr heiom ike 
rpa&ior *wk Uh £4 now ik € Brom Unei Esiab- 

tisk 'AAeiine in middleorplaneio ran areand 
io e&r. Par psfens ai mferseciion o/eye and 

ear iines. Plane slops just sh ert e/ear hp 
öfter Touches ßromlline. The skull prot rüdes 
Aif hilf from hall ai kack olkead. Itseasy. 
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THE DIVIDED BALL AND PLANE METHOD 


What I wanted was a method whereby, if a head 
looked wrong, I could find out what was wrong 
with it, Tampering with a painted head to correct 
some bad construction or drawing usually ruined 
the work done. The necessity of starting the head 
correctly in the first place was obvious, so that the 
finishing could be approached with the confidence 
that after hours of work it would not go "sour." With 
closing dates of publications imminent, it is risky 
business to proceed without a full knowledge of 
what you are doing. 

So this method evolved from personal necessity. I 
might state here that in the beginning I had not the 
slightest intention of putting it in book form. How- 
ever, when the plan did work itself out finally, I 
was struck with its simplicity. It was one of those 
instances that make you wonder why you or some- 
body eise had not thought of it before. The fact that 
it tied up with our first childish scribbles, which 
after all are a crude Statement of form unhampered 
by superficial detail, only increased my enthusiasm. 
Why, then, could not such a plan be made avail- 
able to all, from the child scribbler to the Profes¬ 
sional artist? The plan changes but slightly from 
the first round ball and added forms to the Profes¬ 
sional piece of work, the difference lying in the 
ability of the individual. It all hinges on the proper 
building of the ball and its divisions. Approached 
with the understanding that one is drawing solids 
instead of lines, the method becomes surprisingly 
simple. 

I do not doubt but that these few pages will prove 
of inestimable value to many practicing artists, who 
I know have been confronted with the same diffi- 
culties of bad drawing and closing dates. But pri- 
marily the book is for John Jones, who always 
wanted to draw but could not. 
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AS APPLIED TO DIFFERENT TYPES 



















/äzfÄ*o<r 










ftftedff mc& 
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SOME HEADS B ASED ON PAGE 41 

This page must give you some idea of the unlimited va- 
riety of types and characters possible through building by 
the Divided Ball and Plane method. There are thousands of 
types, and each looks different mostly because of the skull 
rather than the f eatures. It's fun to study an individual, and 
try to figure out what kind of ball and plane go together to 
make up his face. You really learn to look deep into charac- 
ter, and beneath the surface. This method calls for no clair- 
voyance, but a quick eye and a skillful hand. 
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COMIC HEADS BY THE DIVIDED BALL AND PLANE 

The above are simple applications of the method. These are no 
more difficult than by the previous plan of attaching forms 
directly to the ball. However, the chance of error is greatly less- 
ened. You might as well have the complete method as part of 
it. Time spent on these pages will prove of sound value to any- 
one sincerely interested in the drawing of the head. It is sug- 
gested that you go on with the book and come back to this 
section at intervals. As you try you will improve. By all means 
do not give up. That hand of yours will be doing surprising 
things before long. 
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cvtth Penctl 


THE PRETTY GIRL 

A pleasing head of a girl depends ninety-nine percent on how well 
you draw it. More exactly, the ball must be drawn well, the con- 
struction lines correctly placed on the ball and plane, and the fea- 
tures nicely placed. Remember there is the width of an eye be- 
tween the eyes. Do not place the mouth too low or get the nose too 
long. I have used a pen here. Try it sometimes. 













A METHOD OF CHECKING 

The blue lines in the diagram above are our same construction lines. 
They may be done on tracing paper over any face. Y ou can thus quickly 
find a feature that has been incorrectly placed. You can also “find” the 
ball and plane position in a photographic head this way. Whether you 
are building or tearing down, the method applies. 
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THE WOMEN FOLKS 








J 






s\l 
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TWENTY KIDS 
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ETERNAL YOUTH 



Voa sAoaM noü> he ahie io coxrtmct and fitusk ihese. 
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THE OLD FOLKS 
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OH, BOY, OH, BOY! NOW THE FUN REALLY STARTS 



50 















PART TWO 


PUTTING THE HEAD ON THE BODY 
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THE COMIC FIGURE 

You know, I've a hunch you have been itching to 
get into this portion of the book. Well, it is really 
going to be great fun to create little people of your 
own, doing anything you want them to. There is 
nothing hidebound in this plan either. Take it in easy 
doses for the fun that's in it. Whether the folks you 
draw will ever bring home the bacon is a matter of 
circumstance and how clever you get to be. But it's 
worth the effort to get that bang out of being able to 
do it. 

When you were a very little boy or girl your brain 
children probably looked like these. If they did, 
you had a great deal of undeveloped talent, and if 
you have not been drawing ever since, it's a real 
shame. When the little youngster starts to draw, 
he instinctively does a better job than he does later 
on. He goes to essentials, a crude representation 
of the bulk without the detail. Soon he forgets the 
body and starts drawing buttons and clothes with 
a face on them. Result: he gets discouraged and 
transfers his attention to some pretty blond curls 
or a new bicycle. 

In all seriousness, I say that Nos. 1 and 2 of the 
marginal drawings have great possibilities; 3 and 
4 still have hope. But 5 verges on those awful draw¬ 
ings in public places. 
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Now we start with something very much like 1 and 2. 
For want of a better name we shall call him 
"Doohinkus." All we need do is add some sort of box 
for a pelvis, some pads for hands and feet, some balls 
at the joints, and a straight line across for shoulders. 
We thus give him the following characteristics. 

Head is a ball. 

Chest is a ball. 

Pelvis is a box slanted out at back and in at the sides. 

The spine does not go through the chest ball but 
around the back of it. 

The legs are not straight but curve in to the knees 
and out toward the foot. 

Forearm is slightly curved. 

Chest ball is divided by a line through the middle 
and flaring lines at the bottom, like a Y upside down. 

The reason for the curve on the bones is that they 
thus become "springy" and shock-absorbing. 

Without those curves we would be nervous wrecks 
before we were in short pants or panties as the case 
may be. 

Every limb is movable in practically all directions. 

The chest ball is fixed to the spine but the spine bends 
in all directions. It can also twist or turn, so that there 
is a wide ränge of movements possible between spine 
and pelvis. 

The human body is just about the nicest bit of me- 
chanics we have in the world. We can walk, run, jump, 
climb, stand erect, sit, all without any oiling or burnt- 
out sparkplugs. Our motor Starts and stops once. If 
we take care of the engine it will outlast any metal 
one. Let's go! 
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HERE WE GO! 

The proportions of your little figures may be varied in any 
sort of way. Below we show a variety of comic exaggerations. 




.The 
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WE START ON THE FIGURE 


We shall Start at once to put them into action. There will always 
be movement of the parts. Draw this page carefully and become 
thoroughly familiär with the movement of each part. 



The kead ean take OHif p&sLÜ&n of the hall and plane. Jee pa^eJf, 
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DOOHINKUS MOVES ABOUT. STUDY THE FRAMEWORK 







n c&ttiHuiiif e/äcüon. 


Zpurpojefy pic&<?da tüüf/% me, madpr&baj>£y wdifetmy n&zkocd. 



In rtöutijff. iAejtrmJ alte mev* in retwu# <?/thr-Zeys. Jt yatnpitiy ifx yt*mj *nd leyj 
moae ät wtüon „ kfj hrofani armi Zack. Jkm M* aeftu jwixf ±Zmm- m bmäinfy 
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PURPOSELY OFF BAFANCE 
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DO SOME OF THESE 
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TRY THESE, THENINVENT SOME OF YOUR 
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BUILDING ON THE FRAMEWORK 


h 





/is d Wül 


flgr' y ?u?4& i i$ add ik#* btt-lLs* beii&etfrt- tk-a jOL*iis, 7h <!>£■ yw.'-/ 

^ £4? /J dnztv7**f fr&nf* iius 
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BUILDING ON THE FRAMEWORK 



far ai.rU uw fern. £kep*£o£j Hock ocwr, AW «rf !tf jfctf £4* a&rtwfvi M£tp uj -. 
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A WAY TO SET UP THE ACTION 


Take any jointed doll if possible, one jointed at the 
waist. This fellow was a plain wooden art-store man- 
nikin. In order to make him exist for you as some- 
thing more than wooden chunks, I dolled him up, with 
paint, putty, and a bit of hair from the bathroom rüg. 
Then I got busy with my candid camera. He is a queer- 
looking little guy, a sort of cross between Groucho 
Marx and a cigar-store Indian; but he is made of parts, 
and it is the appearance of these parts in action that 
we are interested in. In this way Doohinkus Manni- 
kin is better than a live model. The black lines on 
him help you his bulk, just as they do on the ball. 
Take some of these poses. Start by drawing the frame- 
work in the approximate action. It is not important 
that you maintain the same proportions, and you can 
substitute any head. Change him to suit yourself, but 
watch the positions of the parts carefully. Build on 
each part as you it. Note whether lines at joints curve 
up or down, how the part is tipped toward or away 
from you, you can exaggerate the action of the hips 
and shoulders, as those actions were quite limited in 
the mannikin. You can also, if you wish, render the 
light and shadow on the parts. 

Tracing these, or copying without building, will do 
you no good. But if you will “build” a dozen or so, 
you will be able to set up figures of your own, in al¬ 
most any action. The correct assembling of the parts 
of the figure is much more important than actual 
knowledge of the bones and muscles. You cannot put 
clothes on your figures properly without knowing the 
action of under the clothes, and the flexing and pull- 
ing of the material over them from one part to an- 
other. 

Pages 66 and 67 will show how to go about it. 



7//J tMPEQtAL MAJESTY 

'ÜOQHtNKUS 

M NNlKiN 

fatlkotit tvLs andmrwmar) 
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DOOHINKUS MANNIKIN SHOWS YOU THE PARTS IN ACTION 
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BUILD FIGURES FROM THESE 
START WITH THE FRAMEWORK 
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AFTER DRAWING THESE, TRY SOME OF YOUR 
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HOW YOU USE THE DOOHINKUS POSES 


Here is the way to go about the preceding poses. I have chosen figure 
No. 8 at random. First, it is a good idea to know what the normal 
figure is like. You needn’t draw this unless you are interested. The 
bottom figures illustrate how the exaggerated is based on the normal. 
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JUST PLAY WITH THE FIGURES 


The main idea is to enjoy yourself. Some day you may just 
put clothes right over the framework. But it is better always 
to sketch in the figure. Do not follow the photos literally. Do 
a lot of inventing, I wish I had more space here, but perhaps 
these will give you a working basis. 
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the surr 






fke sieee/r w&rkj aJw&t icke tke fr&Mjtrscvtik 

ei ho zu like Arcte, Bzt£ cuzzicA Aor rttore i&cj'i. 


az&LTf? i,^<zr?z io clrtzüj tkewe -AxriAey ex/phazjt ackorz cA Ajp&re. 


68 





























THE DRESS 



69 



























































HOW TO DRAW A HAT CORRECTLY 




ttoaj -£o itp ihgfonsr?- 


brim, cd: yau uiisJt 
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FREAK H ATS 
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THE HAND 
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FEET 







CRAZY SH OES 
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NOW WE BUILD THE FIGURE AND PUT ON SOME CLOTHES 



Im&f. Jkcick m clßikgj lifkilu- ßxtsk ihf dmiQ&tf mfuvtihf/t&yitft& oj y&t mijk. 
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EXPERIMENT ON FELIX THE ICE 



ßmJd 'Mff framt wsrJ; dt. 


ßuiU m ikgpinf-tdpdrtj. 
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TRICK STUFF 
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TRICK 



£>+& //, if im ■w- 



Tüdtf? Äc/Zf *¥M<Z «* ^ C4#f .. 
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NO W HA VE SOMEFUN 
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TRY TO WORK OUT THE CONSTRUCTION YOURSELF 
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EXPERIMENT WITH THESE 
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I'M PUTONG YOU ON YOUR OWN 
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THESE OUGHT TO BE INTERESTING 
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BUILD THEM UP; DON'T JUST COPY 
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NOW LET'S MIX UP THE RACES 
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YOU CAN DRAW THEM ALL BY OUR METHODS 
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ALSO THESE 
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AMONG US MORTALS 
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DOWN ON THE FARM 
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WHEN YOU AND IWERE YOUNG, MAGGIE 
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ANNABELLE 
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JUST NATURALLY ATHLETIC 
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VAMPS 
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AND MORE VAMPS 
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FORESHORTENING 


Unless one has a sound method of building, 
foreshortening is very difficult. In the figure at the 
right, the parts resemble the Doohinkus photos. If 
you think of the figure as sections fitted together, 
foreshortening takes 

fully as we built the head in Part One. Think of 
solids 

Below, we obtain foreshortening by projecting a pro- 
file into a front view, or the reverse, as we did with 
the head. Establish the desired tilt and position of 
the parts, then by parallel lines build the other Posi¬ 
tion of the figure so that all important points coin- 
cide. When the figure is close, increase the parts 
that are closest and diminish the parts that are away 
from you. I did not do this, fearing it might confuse 
you. I personally prefer the method at the top, us- 
ing the eye, but often a difficult problem can be 
worked out easily this way, and it is well to know 
how. 





/Pta jt'rfP pröfiLß, 

tken Cajrry irttpürt&Jtl pOtj-tLmcf'OJ'S 
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THUS ENDETH PART T WO 



Here’s Gas House Nellie back with us, and what a 
wallop! She’s here to show you there’s no foolin’ 
about those little Doohinkuses, You can get more 
real stuff into your figures in two minutes this way 
than in two days of trying to horse around with the 
finished drawing that has not been planned out. If 
Nellie isn’t really slamming this guy, I’m a 
Chinaman. I can almost hear it. 
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NOW THATI'VE GOT ALL OL YOU, WHAT TO DO! 



96 















PARTTHREE 


A WORLD FOR YOUR FIGURES TO LIVE IN 
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PERSPECTIVE 



sl tH P 




&i lt. f&u ipvdjif 
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HOW TO ESTABLISH FIGURES ON THE GROUND 



faften tf/vunäplane ü net 
feyei iktif mty/fa/puT ÖT 

hehxa ßertzon, hat mastk 
jÄw/ßt in teue perspective. 


ÜiffU 

} Mim? 



j/f&nz&tt m&t/Jkr /imJ 

&f oh w he/?hl o>i ihr ip- 

arp btd a/1 fifurre ?nasl 

he re/a/ed 



EstdÜiA pöinü cühere 

ü dzrpj azedesired. Mm 

hraar im# /rem feei Ihm 
pemis te harkart, 



ünahvel proasdpinnt the 

Mwästrt mufiad tke&gk 
all fautw dihe samehppk 
m ixt sameplace. 



ß&f, iheufk dracm jftmMr 
adual/p is /arger. hetawe 
efdiire/a ticn h m&z and 
horizm. 



Ihm iräif Imr /ad t& 
painf a/ i&p 0 / fifare. 
frect perpendieular 
a£ th-P p&inif chojen , 






$&& e&r 'r&c’Utt fif hied 

(& m&yt rfjist , 



Jtze c?Z Step j/iöitid he 
approxima/ed hu 

d J 1 


Nkere /ine Aß, cuh the 

perpmdicu/ar £s ihr 

j£me/&/a/ive heifh 1 

of on pcnai figure. 
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PERSPECTIVE IN THE FIGURE 




Ctfilpztd&tTS i*z Pprwpech&g 


Pli par£j üfiltg tifuf-e ar<r 

vpectw#, Emry figare jk&uld 

rein, ied £? a kart-zon a>ai a tmw- 
ükiftf point ia be c&rreciiy dm&m. 
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COMMON FAULTS 



Study ikfj&ptciur&T. Jhgj# aff 

fealLr fjs nM mb/Tf &m*? x&lki Xf Ü fei 



d/J p&i?t£j mu/i i£f 

s&m<r bwriioH. adtö&f fei/f& Jü ihls. 




M?nr t/&perjptfdmt andpwpw/iexjjfi 
k&u&r c&srpcfed fefitikt fifWAf. 



ffeufa 7 Atzd ü> jfe Hfd&cfd, .Much beihri 
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FURNITURE 




... Lt relative le fi#u rrj-, 

Dra w all ellpder par- 
-- alieloolfk prvuxdplane 
ne&er oh a J'lanl Photo? 
will o/üh dul&rt ol/rcl? 
Mal are r&ttnet- Correot 

cspif oflhat ii>iä Draw 

all ktndt ol eljeclf. 
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HOW TO PROJECT FURNITURE ONTO THE GROUND PLANE 


Here is an excellent method for building furniture and figures on a ground plane. It 
is simpler 





jVMjT 


Dmw 4 jpmre Jhtn 






EitaMijk # 

tm/a fuvizm äS&vfii 

itpikrm 


wmjkm# ptm£. Th* depik d 

firji jfitarf üqpiißx&L (jpwfifÖ) 
LsiaMuk to&asMfzftg Um £*fc&aa.> - 
&t? diagonal /Arx jf£Wrg Ö. AfAffg 

douir üikfrdivüiJH UH&m&ks 

c//ihtäppiJu ef£kf &£ker 
Mtm.&£r<säjpiAtffj and azch Uw 

Mw 

fjf&A/üA Afipkls frow av//dffirfd 

Jtmem w<imwrd&cr£fed ßtpe ff. 
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BUILDING AN INTERIOR FROM A GROUND PLAN-I 


j. 


Dracv enupj'üe nrtrfaxple 

pröundplan afpittuf*. 
Drap liiif-j Tom ihrer c&mers 
mfajMrißtp it 'ne 7 ihm ihe b 

btiedlizk meajttrifia poin 

üver ihr middle af meajur- 

inf litte fOpii&naJ) 



Cüxnfct pmnti Ztmd3&n 
mraeurinp Ime tot 'th 

M-P- Ihr comera ZanSJ 




Mw eziaitiieh ihr 

Sorizon Ime attd ike 

yatnisht n p poin Ij 

{n&Eskmnl Gntted 



mMtsÄ&i# peätis. 


Pi*c* # m jjAjjrr P&ito t 


I 




afFtfom zrjra&u 

Gtmrci themwitk 

an mj-JtiJip pet n dj. 

Mo& dp iihecoise 

midJi b poittij. 



FIRST STAGE 

Simple afierdotttf ejeee. D&ttH 

let a/l ihr deiiedhttes rcetre yott 


•, 


HORiZOAt 


\-^Pi*cr öM 


F / I / 

x y / / 

**■ y * 

✓ / /I 

j y I / j- 

4 / I 4 ‘ 



" s C&*// efc-TXc/' 


y l 



r --- 
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BUILDING AN INTERIOR FROM A GROUND PLAN-II 





P/art ihe rmm oj y&u wt> 

farm iure m 


■jc Ifyeu ran t. 


unej 10 me eayte a&m 
(ine ia-c.i leMP(fee P/ 

Puztr. ßuiid wallr and 


(umiiure iy eye 


m&w <?rrpt?rn&t 

ittienee iAai ueu ivaeti 

iire. hu can ihm 


erth&fe fa tavyjize 

. Jee 


/ y \ 

^ A \ 
/ \ 

vv\ 

llu !■ 

/ / \ 
L/ V 

jäßF tBb Jf jJF 

y \ 


\ 



I(j yood iü knmv h&w 
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BUILDING AN INTERIOR FROM A GROUND PLAN-III 







ttew ta-ie tftf iluif dsawiffff and t£ 

&d Lasiy.'Ts- f&i&xfir m J&me pr'op&rii&ftj: It ü bfji now i& put &iyat/ if&ur ruLr 

Jt?aaW. R&ttd iwejarfJtifftffid&g 
id jAftck m ike fü?ur/?j. Zf 

if^u can xfzaÄi? jeparate jZeZckei Z?r ftgurej unttt ifvu ar<? 

4&&il fett ihe jt&rif, In tkd ntanner patt osn iuifd ajtp lind öfp&ci&tre. 


uj? eye t& tiU lh 
mecfbmical fdhen r&em tt 
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BUILDING AN INTERIOR FROM A GROUND PLAN-IV 



BEDTIME 


And here is the finished drawing. It’s fun to try inking in some of your 
pencil drawings. Get a bottle of Waterproof black drawing ink. You 
can get a box of school water colors, also, and get still more fun out 
of it. Knowing just what is the correct perspective helps so much to 
give that solid, finished, and Professional look. This procedure opens 
up a whole world for the little figures you have learned to draw. It is 
worth while to see what you can do with this method. It offers a possi- 
bility of setting some work, besides the thrill of doing it. Now we shall 
take up a new subject. 
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LIGHT AND SHADOW: THE PRINCIPLE 



Tke Pnnciple asm fpace 



Rays of light travel in straight lines. From any spot, the middle ray, the “per- 
pendicular to source,” would meet the earth and pass through its center. At the 
point directly under the source we establish the point DL, meaning “direction of 
light.” S will mean “source” at the top of the perpendicular, 

From the farthest limit of the shadow to DL, then up to the source and back to the 
shadow, forms a triangle. The third corner of the triangle will be called At, mean¬ 
ing “angle of light.” DL may be the vanishing point of the shadow or the base from 
which it proceeds outward. 


108 

















A SIMPLIFIED METHOD FOR GROUND SHADOWS 




Tkijpttffis&ii& ax^äsfj' 
pnzypr. Afafä thi /IfÄf. fr?ct tZ 

f&pfxdimt&x Thckpii thr-team?- .Sf 
iv/xi sh ksrizsn LiÖL, Jtiwpiy amm 
lixfj m th*s£ ta>ö poiftis iftra aU 
tkf £tinurj, %pisrnprj ffsmJWO. 

hdlsm armrfffVM Dl. Aflt/nr 

itnsj mtät deftnät jh&dsw. 



JfHte&e 4*tv w/ tbf j#un* mtim ottreDiioti 
iw m usi (cw.A $ecfaüxrd t as from ikf la/ytr/ 
fqthe atm, Drxw prrp&t dicautr äs(SH Asm- 

DL EjiaMfJb pwsii AL. fa?s?fc &flifht). 

PrecerE thm m Jtmf maxMzraj aJ&v<?, 
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LIGHT AND SHADOW 



Justin curym mäftdm&a ikadepd 

afipurc ccrrccti# m du .r gröw&dpime, 

ikis is lh? &wif tfou doii. Fml dmu? 


me unpüfZiZxr. rorms. faere amten 
feilte normal Pfs dlkc Ffasf, Alom 

gsidJi-Lsk Dl ond AL ex aperpeftdkdtr 

ßvceed fdm ile comecjeu y&t ü&uU 
aiuiidi.Hd. Mt&t qm Aa&e fkt rtd- 
riar^/tir prpjaded f& gmund, ifeu cm 

ilen mar# offjtcUo?iJ Ar Jtmd. de 

MiftA&t a. Jmtp/e ■ma/ier U ftüix /Ae 

eniüftef dtke fdee te cmform odh 
ikeje jtftfjf&s. fmiaraäp i/eu xjc Ike 

Mme DimdM feraddparejm. 


J&ad&w feem Frlificied Jdrre 


kowftscr Dl u Md oft tkä konnm 


pöiftt Oft /Ad? <ß 


whftH Source iS eif- 

ihie. JAad&üJ de nei 
flfmaln parallel+ 


of a wheei fcom D l 


■ T« 

TL "(L ■_ 

i ys 


s \ 

i "■• 


1 TL 
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LIGHT AND SHADOW 



l mamter 
i?/ liJki a 


ike am&i 


lei (vs Aqaf ifcu rtever rnpet ihij- 

fcind &f& ipfht, bai {fön. miphi 

jemet-iw? wm-ni tadrawii. The 
prmeipie j£Ul A&idf -ho Jttailer 
jfow me iuf.ki Ir tippedar iarfted 
Start ike jjiadewj tu iiuej fr&H. 

31 ihm ikeßajf eriAe fipure 

<?r<?djrci, Jk Iktj care me wtf h 
mantr head w&nid wa&er dr&p 
i& /Ae pret*ndpl&ne. Jt atötdd ihm 

tmvfl U an uprigk i plane &r&n 

ikr&t jpace & iH-fmiitt. 
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LIGHT AND SHADOW 



h'kfn i&£ jmrce of lipAi sj 

Q&jbtrie gfihepüctu*& ämiis. 

L?i 'uj ajjwMt? m ihe fapskekk 

/Aa/ ikt J&t&cf is m Trmi or 

Üte ptd&r? püm* MsifJÜw 
ßtät ü is wate & jfekk/tlltxv- 
wf &uu#h wo m ft ihf bdkm 
&L$>npi*i£ /iantäf tvtqwf 
&td frmzpk &/Mä fiporio es- 

kd-’iük [)l. $tke jmdmsäx 

ük <z wa it, d/tttü iks 
tiwrlixs &/ wall- Fzpty £vtJ& 
rfätes io t/jk^rs ß&f mUwärf 

im# iif&frii, tk&z tä-rnf Impi 

up iwUmäu M&pkkfföds 
{?$ /upti'Ff j&fdrtw> üM£j frts?n 
Sihm ik#S£ pomir imtil 

mfrfikd- iütdf tfü» hraaphiup 

/rpm tkfflwr, 

7kf faettoM j&eick dw& thf 

Jtwtzä M<m> ikt-aiciu*?pfat 
und ähn&rt oh ikp flö&r. For 

m&x# JuS/fttf iku piotia t&f 
Jmmoiic effeci JkfJMad&ik? 

7fO$ Üf£än?j£ptppA £ 

t&m, hui txi&uifp pte juftü« 

and iAt jfofy £$ d iftd- Jku 
mpizoäiJ uh £MPÜ*Hi und 
pr&ciicai WA# fppl&n u 

pitt&FF ö/j&fj? Ä-ptd- Fp&l 
pü&s msd £o jfeish dt 

ftgunfj aozd a jö/£ pfptcii 

to tdgigpmixg £he gffeci &r 
£hg jh&dcmj. 
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THE LAST HILL 

I have a chosen a problem here that would be very difficult without some under- 
standing of the fundamentals given in Part Three. By the use of perspective, to- 
gether with the effect of light and shadow, we create the illusion of space, form, and 
a quality of existence. 

This drawing may have the “feel” of having been sketched from life, because of the 
fundamental principles applied to it. However, it was done from the imagination, 
without any copy, simply to show you the possibilities. 

It is a great storehouse of material. By ah means, draw from that great source. Do 
not just copy. “Build” with what you observe for yourself to be true. Try to get the 
individual quality of each thing you draw. It is that quality that makes the artist 
interesting. 
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TIME'S UP, FOLKS. WE GOTTA GO. 'BY. 


‘n 
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THE AUTHOR’S CORNER 


I guess all you folks will forgive me for reserving a tiny 
corner of the book as my own. Everything must eventu- 
ally come to an end, and so with this book, my first effort 
of this kind. It has been a concentrated effort. At times I 
have seen the daylight fade and come back again with- 
out sleep. Fll never teil anybody the actual time it took 
me to make these (it seems) thousands of drawings. I’m 
sure he would not believe me. I’m dreadfully tired but 
immensely happy. It has been intensely interesting, for I 
have retraced the ground of years ago. It has carried me 
back to the first struggle for knowledge that might earn 
me a living. It has reminded me of the early drawings 
which so often came back. 

How simple it all might have been, had I in the beginning 
been able to assemble these working principles, put them 
in order, and work with them as I do now. But they were 
bits of knowledge plucked out of the air like bits of fluff 
from a seed pod. Only a few within your grasp, just a 
few to take root and flourish. Strangely, the simplest facts 
always are the latest in being understood. And when they 
are. Their utter simplicity is the best reason for their 
acceptance, even at the cost of having to sweep out the 
pet theories and ideas accumulated over half a lifetime. 
At best, how do I know that I’m any more right now than 
in my Student days? The answer is that of the con- 
valescent who has suffered and got well again. Lack of 
knowledge can be greater torture than the effort of ac- 
quiring it. I know only that I am happier in my work than 
I was then. It has gained publication in places that once 
seemed hopeless for me. I can approach the work with 
peace of mind and confidence boon of experience. This 
book is an effort to transplant that peace of mind to some 
few thousand others who otherwise must fall victims to 
the seltsame devices which contrive to make before they 
can make even a meager Start. 
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WHEN ALL IS SAID AND DONE, NATURE IS YOUR 
BEST INSTRUCTOR 
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LEARN TO DRAW FROM LIFE 




U/h en sktzicA utq hfie, 
/Ae mosi practica! Wat/LS 

io hole!penc&lorruler&A 

arms httqik a&dby siyht- 

uiq, locale middle poittd 
of /oap .iah/ec!' haßt ap 
and down andezerojs . 



and dmuj ihis äwidedas 


oho oe dow by nrmemA&dnf 
/p$tinnere middlepoirti 

fellj/oti cansiyhi ayam 
/or /uarhird^LSiom/ird 
AlocA in biy skape.r io fi£ 
pOLri is t ih&H. block c*7- 3 ihe 

swu&lCer form j : Demo ike 

skddooj 5k Opel aadfdii*t. 


117 






























u- 

täte* ■- 

U«J r T -- ‘i- 


Lfl&'ii i« 



118 


I can think of no field of endeavor so sadly lacking in simple 
Organization of its working principles. Nothing quite so hap- 
hazard, hit-or-miss, as the whole field of artistic endeavor. I 
am not a cartoonist, but I choose caricature for the beginner: 
principally because there is fun in it, and from the Start I 
want him to feel a little of the Creative joy he is entitled to. 
When artists begin to compile and set down their combined 
experience, give freely and humbly what little they can add, 
as do the other Sciences, then art may have some Chance to 
reestablish itself in the hearts of everyday people even against 
the mechanical perfection of the camera; even in a period of 
social adjustment and financial depression. The mental de- 
pression of our era weighs heavier on our race and future 
than do our dollars or lack of them. A little joy from the in- 
side must be welcome to almost anybody. Perhaps my book is 
a step in that direction. 

Yes, folks, I’m tired, but I’m happy. My little job, feeble as it 
may be, is done. I wait as breathlessly to see how you will like 
it as 1 ever waited for the verdict of any art editor or director. 
Fd give many more sleepless hours just to feel with you that 
first thrill of having created 

even if it be mere lines of a pencil. You’ll get to love those 
little folks you draw, even if they are a bit unwieldy and only 
a little bit human. 
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